Des années 60 au début des années 80, l'artiste originaire de Londres. Ontario, Greg Curnoe, fut parrainé sur la scène nationale et internationale par le Musée des beaux-arts du Canada. Régionaliste convaincu, dont l'art figuratif reflétait les expériences quotidiennes, l'art de Curnoe était célébré comme preuve de la maturation culturelle de la nation dans les années euphoriques entourant le centenaire du Canada. Cependant, la célébrité peut, comme on le sait, être capricieuse: dès le début des années 1980, la carrière de Curnoe était en déclin. Cet article examine la montée et la chute de la carrière de Curnoe à un moment culturellement et politiquement chargé de l'histoire du Canada.
the National Gallery of Canada. Thanks partly to his association with progressive young curators at the National Gallery, Curnoe rose rapidly to the upper echelons of the Canadian art world. A self-declared regionalist and a vocal anti-American, Curnoe was often categorised as a nationalist. Although he eschewed this label, his work was presented as evidence of a radically new type of Canadian art. Curnoe had an eclectic and wide-ranging approach to art. Highly opinionated, insatiably curious, and an inveterate collector, he amassed a wealth of information and material that he incorporated into his works. Stylistically, and sometimes ideologically, his practice drew on avant-garde European movements such as Dada and Orphism, British and American Pop art, and even the 'low art' of the comic book. Constantly experimenting with new modes and methods of production, Curnoe refused to limit himself to a single medium; he created collages, ready-mades, and assemblages, rubber-stamped textual works, paintings in a number of media, drawings, prints, and all manner of combinations of the above. In addition to his visual art creations, Curnoe also engaged in performance art, writing, poetry, film-making, musical activities, public speaking, and teaching. Curnoe's varied and expansive practice reflected his myriad interests -his environs, family, and friends, local history, sports, popular music, nihilism, military and aviation history (in particular the dirigible), politics, bicycles, nationalism, regionalism, art history, and more. Staunchly proud of his working-class background, he approached his work more as a tradesman than as a fine artist. Whatever the subject or form of his extensive practice, his work was always highly personal and particular.
Fêted on both the national and international stage for over a decade, Curnoe had every reason to expect a long and lucrative career; however, this was not the case. By the time the National Gallery opened a travelling retrospective of his work in 1981, it was clear that his popularity was declining. As new art trends emerged, and Canada's obsession with cultural nationalism waned, the previously admired style and content of Curnoe's works began to be seen as passé and irrelevant. The extreme specificity and autobiographical nature of his art -the very thing that had brought him to the attention of the Canadian art establishment in the 1960s -would contribute to his downfall. By focusing on a selection of his works and activities, this article demonstrates how the rise and fall of his career were inextricably linked to questions of regionalism and nationalism and the mobilisation of the arts for nation-building programmes in the mid-twentieth century.
In the mid-1960s the National Gallery underwent massive changes in its governance and in its acquisition and exhibition policies. In June 1966 Jean Sutherland Boggs succeeded Charles Comfort as the director and, under her leadership, the gallery became proactive in its policies and practices.1 When young curators Pierre Théberge and Dennis Reid were hired, the formerly staid institution began to collect and exhibit contemporary Canadian art with enthusiasm. As Peter Trépanier observes, 'With Miss Boggs's arrival … any vestiges of a colonial mentality were soon discarded' (Trépanier 2005) . Curnoe was strategically positioned to take advantage of these changes -he was young and interesting and his art reflected the changing social and political attitudes of the decade. He was also personable, outgoing, and had a knack for self-promotion. For two decades the National Gallery championed the 'Canadian-ness' of his work. Curnoe had a contradictory relationship with the National Gallery though: on the one hand, he professed to shun the gallery as an outdated colonial institution governed by American taste; on the other, as a young artist determined to make a living from his art, he actively courted its approval and patronage.
Curnoe's association with the National Gallery occurred at an important moment in Canadian history, when the idea of identifying and articulating a 'national' culture was becoming increasingly relevant. As Canada neared its centennial year, the country was in the midst of an identity crisis. In the face of lingering colonial ties to Britain, the encroachment of American culture, rising Québécois nationalism, regional discontent, and the aboriginal rights movement, Canadian sovereignty was far from certain. Worries over the country's future were nothing new; in fact, as far back as 1891, historians and scholars had struggled to define a Canadian identity that would justify the continuation of the nation (Smith 1971) . Despite repeated attempts to develop a coherent theory of nationhood, by the mid-twentieth century there was still no clear consensus on the issue (MacCormac 1940; Morton 1961; Grant 1965; Cook 1971) . Instead, many people reiterated the barriers to nationhood: the lack of a revolutionary break from England, the vast and varied geographical area of the country, the French-English divide, the country's economic relationship with the United States, and the growing ethnic diversity of Canada's population. Cultural nationalism, an ideology that focused on the country's artistic activities, was seized upon as a way of shaping and articulating a uniquely Canadian national identity. Guided by the Arnoldian belief that 'high culture' could stimulate the intellectual growth of Canadians (while simultaneously acting as an antidote to the mind-numbing threat of American 'mass culture'), in the 1950s the federal government instituted several important policies and initiatives to support and promote indigenous arts and culture (Litt 1991: 395) . One of these initiatives was the Massey Commission, which was tabled in the House of Commons on 1 June 1951. Recommending increased government funding for universities, public broadcasting, and the arts, the commission focused on the premise that culture played a vital role in the formation and sustaining of national identity. It was argued that government support of the arts (through the funding of organisations such as the Canadian Broadcasting Company, the National Film Board, the National Gallery, and assorted non-profit groups and individual artists) would ensure the sovereignty of the Canadian nation-state. As Paul Litt notes, 'the liberal humanist formulation of cultural nationalism … [appealed] to the Canadian state because it proffered a national identity that justified the existence of Canada as an independent nation' (Litt 1992: 83) . In light of the Massey Commission's findings, it is not surprising that the activities and work of contemporary artists were harnessed to provide evidence of Canada's cultural maturity (Milner and Browitt 2002: 210) . 2 The notion of regionalism as an alternative to pan-Canadian national identity also gained credibility throughout the 1960s and 1970s. Calling nationalism the 'doctrine of the discontented', historian Ramsay Cook claimed that our frame of reference was wrong. Cook wrote that 'instead of constantly deploring our lack of identity, we should attempt to understand and explain the regional, ethnic and class identities that we do have'. He believed 'Canadianism' might be found in these limited identities (Cook 1967: 663; Careless 1969: 2, 4) .3 Canadian literary theorist and critic Northrop Frye took this idea further, claiming that 'the question of identity is primarily a cultural and imaginative question'. He reasoned that 'the question of Canadian identity, so far as it affects the creative imagination, is not a "Canadian" question at all, but a regional question' (Frye 1971: xxi) . Frye distinguished between identity, which he claimed was 'local and regional, rooted in the imagination and in works of culture', and unity, which he said was 'national in reference, international in perspective, and rooted in a political feeling' (p. xxii). Imagination was a very important concept for Frye; he believed that 'the real function of the imagination in every community, and of the poets [and, I would argue, artists] who articulate that imagination', was to synthesise disorder to create unity.4
Art historians also explored the concept of regionalism, although there was no clear consensus as to what the term meant. As Virginia Nixon points out, Canadian regionalism was sometimes seen in the context of American regionalism of the 1930s (American artists' rejection of European-style modernism in favour of 'American rural subjects depicted with a distinctive kind of mannered heroism' [Nixon 1978: 30] ). Nixon notes that the term 'regionalism' was also used to mean different things according to the writer's own feelings towards figuration in art, and as a 'multi-purpose descriptive adjective' (pp. 30-1). Though there was little agreement on what regionalism meant, the idea that London had a uniquely regional culture gained considerable credence among artists, arts reporters and critics, intellectuals, and curators over the course of the 1960s and 1970s (Dewdney 1984) .5 At the heart of London regionalism was the British scholar Raymond Williams's notion that culture was ordinary.
By the mid-twentieth-century, elitist definitions of culture were becoming problematic, particularly in the newly emerging discipline of cultural studies. In the late 1950s, Williams began questioning the relationship of the concept of 'Culture' with a capital 'c' (the fine arts), and the anthropological definition of 'culture' with a lower case 'c' (which denoted a way of life) (Gallagher 1992: 82) . Although he was left-leaning, Williams did not agree with the Marxist idea that culture was entirely a product of its underlying system of production, nor did he believe that the masses were ignorant. In his famous essay 'Culture is Ordinary', he stressed the idea that culture should be an inclusive, lived phenomenon (Williams 1988: 92; Williams 1963: 11, 16, 80, 81) .6
Changes afoot in London, Ontario Greg Curnoe's antipathy towards 'high culture', and his insistence that his art be relevant and authentic, reflected the sentiments of many young artists during the 1960s. It also echoed Williams's ideas that culture was a lived phenomenon. Like Williams, Curnoe believed that one could only understand culture if one understood the everyday environment it came from. In order for art to be authentic (an increasingly popular buzzword among young artists of the 1960s), it had to derive from an artist's everyday life and personal experience. Curnoe also held that culture was an inclusive phenomenon and, largely due to his efforts, the conservative cultural environment in London underwent a radical shift in the 1960s. After three ambivalent years at the Ontario College of Art in Toronto, he returned to London in the early 1960s, where he set up the first of several studios downtown. His studios rapidly became the meeting place for a circle of young artists, musicians, poets, writers, and academics and he soon assumed a central position in the city's art scene. Determined to shake up London's status quo, Curnoe masterminded a series of provocative events and activities that helped solidify a new sense of collective identity among his peers and helped position London as one of the most avant-garde art centres in Canada.
Although there was considerable diversity amongst the so-called 'London group', they had some commonalities. Most of the predominantly male group belonged to the same generational group at a particular moment in history (the period of post-war affluence and consumer culture), they struggled against what they perceived to be hegemonic conditions (both London's ossified cultural establishment and the state of Canadian culture in general), and they solidified a sense of collective identity 'around key occasions of social interaction in particular locations' (Clarke et al. 1997: 103) While attempting to insert themselves into London's hitherto conservative cultural scene, the group adopted an oppositional stance. Their varied and mutable activities, or 'arenas of struggle', functioned as fora for debate and discussion (p. 103), and fostered their sense of belonging.
In early 1962, Curnoe organised an important event that heralded a profound shift in London's cultural climate. On 3 February 1962, The Celebration, Canada's first 'happening', was held at the London Public Library and Art Museum. The happening was organised to commemorate a relatively banal event that had occurred on that day in 1922, when a man named Laurence Lee, the Chinese proprietor of the Royal Café on Richmond Street, was fined $2 for sprinkling salt on the ice in front of his restaurant (Milroy 2001: 35) . The happening was well attended by members of London's young art community and even attracted some guests from Toronto (Théberge 1982: 14) .7 The renowned Dada scholar Michel Sanouillet, the photographer Michel Lambeth, and Toronto artists Michael Snow and Joyce Wieland were greeted at London train station by a delegation of flag-waving, kazoo-playing revellers dressed in 'dadaistic attire' (which consisted of German First World War uniforms complete with pointed helmets). The guests were led to a party at the London Public Library and Art Museum which quickly got out of hand when, to the horror of the gallery staff, participants assembled a large installation made from bits of recycled lumber inside the gallery. One Londoner relates: 'From all accounts, the party became spectacularly rowdy and messy -wood was nailed to the floor, enormous, instant sculptures were created and destroyed, one witness smelled smoke -and gallery curator Clare Bice was furious about the whole thing' (Goodden 1988: 14) . In fact, Bice was so upset over the proceedings that he applied for a Canada Council grant and went abroad for several months (Poole 1984: 131) . The happening culminated with a parade down London's main street with a number of helmeted participants carrying a huge blank plywood panel (Rodger 2001: 147) . The Celebration was not just a rowdy expression of youthful exuberance; it fundamentally altered the way in which Londoners responded to the traditional gallery space. Curnoe later claimed, '[t]he thing we did that people still talk about is that we changed the way they perceived the art gallery. … They used to go in there and whisper, but after that people didn't whisper any more ' (qtd Milroy 2001: 35) . It also shifted the focus away from an older generation of artists to a new, younger contingent of artists.
In September 1963, Curnoe founded the Nihilist Party of London, Ontario with a number of friends (Reid and Teitelbaum 2001: 148) .8 They were strongly influenced by the international Dada movement, which revelled 'in the aesthetic of chaotic, random or fortuitous acts' (Reid 1987: 52 (Théberge 1982: 59) . In 1966 The Nihilist Spasm Band was formed.11 The band, which played atonal experimental music on homemade instruments, was dubbed 'the squawking mouthpiece of the Nihilist Party of Canada', by Barry Lord, art critic and writer and former editor of artscanada (Lord 1968b) . Every Monday night, the band played a gig at the York Hotel, a local public house, where they quickly gained a cult following of students, artists, and intellectuals. On the surface, both the Nihilist Party and the Nihilist Spasm Band were facetious mockeries of the establishment; however, the fraternal antics engaged in by the Party's members solidified a sense of collective identity.
Curnoe attracts the attention of the National Gallery
It was not long before London's young artists, and in particular Curnoe, caught the attention of the curators at the National Gallery. While his success was partly due to his connection with several young curators and the hiring of a progressive new director at the gallery, it was also due to a shift in the way the country as a whole viewed itself. As Canada moved away from the idea of a monolithic national identity to one more aware of its 'limited identities', it moved away from the Arnoldian belief that 'high art' alone could save the nation. By the 1960s, it was becoming apparent that the powerful mythology proposed early in the century by the Group of Seven had waned and it was no longer possible to claim that the country had a national school of art. New forms of art challenged the elitist notions of 'high art' and Curnoe's work, with its focus on the personal and the particular, would soon be presented as uniquely Canadian. The 'low culture' aspects of Greg Curnoe's art, combined with his obsession with regionalism and his rampant anti-Americanism, gave artistic form to new ways of thinking about Canadian identity. His works became symbols of a new type of nationalism, one not mired in the past. These shifts away from Arnoldian notions of culture allowed Curnoe access into the National Gallery of Canada, an institution that had hitherto been a bastion of 'high art' and culture.
Curnoe's first official contact with the National Gallery came in 1965, when he was included in the Gallery's Sixth Biennial Exhibition of Canadian Painting (Girdle, a work from 1963, was exhibited). The painting was typical of Curnoe's early work, employing Pop art colours and flat planes of colour with a penchant for collage.12 A large work, the central image is a stylised figure of a reclining woman whose dress rides up to show her girdle -the most detailed area of the painting. The woman's head, feet, and hands are cut from the image, leaving the focus firmly and erotically on her torso. While there is an absence of identifying features, the painting hints at his intimacy with the figure and is consistent with his lifelong obsession with documenting his own experiences.
In the autumn of 1966, Curnoe approached the National Gallery about the possibility of the gallery acquiring his work (National Gallery of Canada 1965; Théberge 1997: 161) .13 Jean-René Ostiguy, the Curator of Canadian Art at the time, delegated the request to his assistant, Pierre Théberge. Théberge, a young francophone who had recently graduated from the Université de Montréal, had been hired as the Assistant Curator of Canadian Art in May 1966. He had barely had time to acquaint himself with the gallery's permanent collection of Canadian art when he was dispatched to London to check out Curnoe's work (Théberge 1997: 161) . Although Théberge had never heard of Curnoe before the solicitation, and his knowledge of London was negligible, he found himself favourably impressed by the city's art scene and bewitched by the artist (pp. 161-2).14 He recalled his first visit to Curnoe's studio: I walked to 202 King Street and climbed the stairs to his studio. I was immediately bewildered by the total disorder. Magazines, collages, assemblages, drawings and all sorts of papers littered the tables, while two or three paintings Curnoe had just finished … leaned against the wall. Théberge's exposure to contemporary Canadian art at the time was scant and although he had seen some examples of contemporary art in Montreal's commercial and public galleries, he had only visited one artist's studio before (p. 162).15
As Théberge and Curnoe became acquainted that day in 1966, the young curator realised that Curnoe was knowledgeable and curious and that they shared many of the same ideas. Théberge experienced some initial hesitation about Curnoe's works; nevertheless, what he saw 'aroused [his] keen interest' (p. 163). When Curnoe led him into a second room to see one of his recent paintings, The Camouflaged Piano or French Roundels (1966), Théberge was captivated by the work, and set it aside provisionally for the National Gallery (see Figure 1 ). Théberge had an astute eyeThe Camouflaged Piano or French Roundels epitomised the eclectic nature of Curnoe's art practice. The large-scale work, which features painting, assemblage, and stamped text, demonstrates the breadth of Curnoe's interests while remaining resolutely personal. Under a sign salvaged from London's Richmond Hotel and wired up with incandescent bulbs is a riotous and colourful painting. A number of images and ideas are combined, all of them rendered in the bright colours and flat planes typical of Pop art of the time. The subject matter, however, is anything but typical of Pop art. The central motif features two musicians and friends of Curnoe -pianist Alex Kelly, and saxophonist and vibe player Peter Denny, a retired psychology professor from the University of Western Ontario. Denny, who was known as 'the swinging professor', played regularly at the York Hotel. Undulating swaths of colour surround the musicians like exuberant sound waves, and above the bell of the saxophone, a Lichtenstein-like word bubble reads 'BOP'. The cheerful scenario is disrupted by the presence of a large airship bursting through the top of the upright piano. The dirigible, identified as the R-34, was the first rigid airship to complete a transatlantic crossing, on 6 July 1919. The airship is emblazoned with French roundels, a circular motif that was used to identity military aircraft. At the bottom of the painting, a second airship -the Hindenberg -sporting Nazi swastikas on its tail fins, crashes out of the picture. The scene is further confused by the inclusion of a multitude of stamped text that surrounds the painting and appears throughout. The inclusion of stamped text is typical of Curnoe -forcing the viewer to both see and read at the same time. His persistent use of rubberstamping also pays tribute to his interest in graphic and commercial art. The stamped words around the periphery relate to his eclectic interests: music, aviation history, the world wars, revolutionary independence movements, and words that interested him (he claimed the word GUERRILLA, which appears twice, was one of his favourites of 1966). In the main body of the painting, stamped text presents things like the piano's warrantee and a visual description of the R-34. The National Gallery bought the painting later that year. This marked the start of a lengthy and lucrative association between Curnoe and curators at the gallery.
Despite the strong influence of the early twentieth-century Dada movement and the stylistic similarities to Pop art (although lacking Pop's obsession with banal consumerism), one of the aspects that curators emphasised about Curnoe's work was its 'Canadian-ness'. In the political and cultural climate of Canada in the 1960s, in order for his art to be 'Canadian', curators needed to downplay or ignore any external artistic influences, particularly those trends developing in the United States and, to a lesser extent, Britain. Eschewing abstraction, an international art movement that had had a stranglehold on Canadian art for the past decade, Curnoe's colourful and provocative works were predominantly representational. It was precisely the representational aspect of his art -in particular, the personal and specific (or ordinary) content of his work -that allowed curators to claim that he was uniquely Canadian. It is not surprising, then, that Théberge claimed: '[a]t the time, I wasn't struck by its formal relationship to American and British Pop Art' (p. 164). Théberge's failure to make the association between Curnoe's work and Pop art could be due as much to a general lack of knowledge of the art of both America and England at the time as to a wilful denial of foreign influences. Under Théberge's wing, Curnoe gained national attention the following year, when he participated in the opening ceremonies for the National Gallery's exhibition Three Hundred Years of Canadian Art. The ambitious exhibition, which opened on 11 May 1967, was the largest show of Canadian art ever organised. Curated by R.H. Hubbard, chief curator, and Jean-René Ostiguy, Curator of Canadian Art, the show presented works from the French colonial period to 1966. 16 The exhibition was planned as part of the celebrations marking Canada's centennial, and was intended to showcase Canadian culture on a grand scale and demonstrate the country's cultural coming of age. Three Hundred Years of Canadian Art was billed as 'the greatest achievements of the artists of Canada -the heights of the creative efforts of the Canadian people' (Boggs 1967: ii) . Anticipating Benedict Anderson's idea of the nation as an 'imagined community', Jean Sutherland Boggs called the exhibition an 'ideal collection, a musée imaginaire, of Canadian art' (ibid.).17 Curnoe was represented in the exhibition by The Camouflaged Piano or French Roundels.
Three Hundred Years of Canadian Art was well attended and received significant press coverage; however, critical reception fell somewhat short of expectations.18 J. Russell Harper claimed that the exhibition had 'few surprises for those familiar with the Canadian scene' (Harper 1967: 465) . He believed that overworked gallery curators and a lack of critical scholarship led to an over-reliance on 'key canvases' from the National Gallery. He claimed that Canadian art suffered from an 'inferiority complex in institutions of higher learning where virtually all undergraduate study is concerned with basic traditions, and with postgraduate students training in the United States or abroad where the very word "Canada" is unknown to the art world' (ibid.). Declaring Three Hundred Years of Canadian Art 'pretty dull', Robin Neesham singled out the contemporary section for special criticism: 'The kindest thing one could say about the selector of the section "The Twentieth Century 1951-" is that he [ Jean-René Ostiguy] has very little idea of what's happening' (Neesham 1967: 28) . The National Gallery put on a brave face and the director claimed the show was 'one of the most successful exhibitions ever shown' there. 19 The exhibition's muted reception was undoubtedly due to the surfeit of Canadian art exhibitions in the centennial year. Throughout 1967, Canada engaged in an orgy of self-congratulatory nationalism and, generously funded by the federal government, practically every community in the country mounted some sort of centennial celebration. The country's biggest institutions went all out: in addition to Three Hundred Years of Canadian Art, the National Gallery organised two other major exhibitions: the International Fine Arts Exhibition at Expo 67, and sculpture '67, which was installed outside Toronto's newly built City Hall (Ord 2003: 221-4 ). The Art Gallery of Ontario also mounted a commemorative exhibition in 1967 -the Ontario Centennial Exhibition -and the Royal Ontario Museum featured a centennial exhibition of Canadian clothing. 20 If the show fell flat, the same could not be said of the opening celebration, which was unlike anything the Canadian art establishment had ever seen. Fifteen of the youngest artists in the exhibition were invited to submit designs for the decoration of a large cake. Curnoe's design was selected by Harold Town, the lone juror.21 Resembling both his word paintings and his Pop-inspired works of the same period, Curnoe's design consisted of text outlined with brightly coloured maple syrup and bacon-flavoured icing (in a tongue-in-cheek note to Théberge, Curnoe inquired if the icing should be kosher). 22 On the opening day, Curnoe helped a pastry chef decorate the cake. Calling it a 'Dadaist performance', Time magazine documented the proceedings: 'Hovering over a 21-sq.-ft. orange cake, Painter Greg Curnoe, who was himself gussied up in a canary yellow suit, chartreuse shirt and blue tie, deftly applied the icing …' (Time 1967) . With Curnoe at her side, Secretary of State Judy LaMarsh cut the cake with a huge ceremonial sword (see Figure 2) . LaMarsh entered into the spirit of the evening, arriving at the opening attired in a blue print chiffon dress, blue stockings, and a coonskin hat. Pierre Théberge, more soberly dressed in a business suit, watched closely from the background.
After the official opening of the exhibition, the artists and lenders, along with a selection of dignitaries and the press, were ferried in a freight elevator to the basement of the gallery, where a buffet dinner was served and the guests were entertained by an improvisational musical group. The opening was 'hipper' than any previous events at the gallery; Robert Ayre of the Montreal Star commented '[t]he evening ended with mad combo beating the bejesus out of drums, guitars and saxophones, amplified to the threshold of pain …. Such high jinks are seldom seen in the National Gallery …' (Ayre 1967 ). The event was documented by a local photographer, and images of the cake-cutting ceremony appeared in many Canadian newspapers the next day.
Although ambitious exhibitions like 300 Years tried to present a coherent story of Canada, by 1967 it was becoming clear that there was no single overarching national narrative. Heeding the advice to focus on 'limited identities', and hoping to fulfil the recommendation of the Massey Commission to decentralise the arts, the National Gallery circulated an unprecedented number of exhibitions across the country during the 1960s. One of these was The Heart of London, a group exhibition which opened at the London Public Library and Art Museum on 19 September 1968 and subsequently travelled across the country.23 Curated by Théberge, the show was comprised of the work of 11 artists from London and its environs who received nationwide exposure with the exhibition.24 It also helped to solidify Théberge's reputation as a curator to watch.
By the late 1960s the National Gallery was trying to promote its exhibitions to the baby boom generation by emphasising the youth and vitality of the participants. Just before The Heart of London opened, the National Gallery issued a press release that presented the London artists as 'a group of eccentric young swingers' whose 'art reflects their personalities -light-hearted and not given to considering themselves too dramatically'. 25 The press release foregrounded the youth of the participants, pointing out that while the three oldest members of the exhibition were in their thirties, the rest were still in their twenties. The gallery claimed: 'Out of all this emerges an art that is notable for its freshness and youthful vigor'. 26 Curnoe played a pivotal role in the development of the exhibition. Théberge originally intended to curate a two-man show featuring Jack Chambers and Curnoe, but was persuaded by Curnoe to include a larger group of local artists. This was advantageous for the entire group, as it brought much greater attention to their work and London's new cultural scene. In August 1968, on the recommendation of Théberge, the National Gallery of Canada purchased Curnoe's Pop-art-inspired painted construction painting The Heart of London after which the exhibition was named (Lord 1968a) .
Curnoe was undeniably the central figure of the exhibition and the 16-page catalogue was purely 'Curnoe-esque'. In appearance, it mimicked a comic book, one of the most pedestrian forms of popular children's entertainment in the 1960s, and, as Curnoe often claimed, one of his earliest artistic influences. Printed in bright colours on cheap stock, it boldly rejected any Arnoldian ideas of 'high art'. Instead of just reproducing images from the exhibition like a standard catalogue, it included comic-strip profiles of the participants. Curnoe's profile emphasised his anti-establishment personality and his antipathy towards formal art. The gallery was pleased with the unconventional catalogue, which it believed captured something of the youthful spirit of the exhibition (National Gallery of Canada 1968). It generated significant publicity for the exhibition; in fact, some reviewers considered it to be the most exciting aspect of the show (Le Droit 1968; Le Devoir 1969; Gleuck 1968) . 27 The Heart of London received mixed reviews: arts reviewers who were cognisant of up-to-date art trends generally wrote favourable articles, although they tended to be mostly derived from the gallery's own press releases; however, as was typical at the time, many of the more traditionally minded gallery-goers and members of the public reacted unfavourably to any whiff of the avant-garde. An anonymous writer in the Stratford Times claimed that the exhibition 'resemble[d] a bad dream after Lobster Thermidor at midnight' and concluded that the works must be the 'expressions of "sick" minds' (The Stratford Times 1968) Nos. 1-5, by Greg Curnoe, who, not content to drag down his country, must bring with him the name of Canadian artists. (Ruddick 1968) As federal funding for the arts increased in the 1960s so too did complaints from the public over how the taxpayer's money was being spent. Despite the fact that each Canadian only contributed a few cents a year to the arts, the claim that the government was wasting taxpayers' money on worthless junk was a recurrent refrain. One particularly angry individual objected strongly to the cost of organising and circulating The Heart of London. Barry Thorne, a Queen's University professor, wrote in the Kingston Whig-Standard that 'the sort of gay triviality characterising this exhibition cannot reach me. What does reach me, however, is the $100,000 tab picked up by the National Gallery of Canada to send the bleeding "Heart of London" perambulating around the country' (Thorne 1969 ).29
Farther afield: promoting Curnoe abroad
In response to the recommendations of the Massey Commission to increase support for the arts, massive grants from the newly established Canada Council provided artists and institutions with unprecedented levels of funding (in fact, the federal government became the largest patron of the arts in the country) (The Canada Council 1987) . 30 The government also decided to aggressively promote Canadian culture across the country and internationally. With financial support from the Department of External Affairs, the National Gallery sent a number of exhibitions of Canadian art abroad.
In early 1968, Canada: art d'aujourd'hui opened in Paris; it subsequently travelled to Rome, Lausanne, and Brussels. Part of the national initiative to promote Canadian art abroad, the exhibition was organised by Pierre Théberge and Brydon Smith of the National Gallery. The exhibition showcased the work of 19 young Canadian artists, including Curnoe, among whose works was his Camouflaged Piano or French Roundels.31 Jean Sutherland Boggs stated: 'This exhibition is intended to reflect the new vitality, the humor and the new inventive fertility of Canadian art …'. 32 The exhibition was not a comprehensive survey of contemporary Canadian art; as Boggs claimed, it was 'selective rather than representative'.33 Not everyone agreed that the works in the exhibition did, or should, represent the country. Joanna Woods Marsden, coordinator of travelling exhibitions at the National Gallery, expressed concern about the political connotations of the exhibition: I am not wondering if the concept of nationalism in connection with contemporary art should not be retricted [sic] to the Biennials where identification with a particular country is a necessary part of the proceedings, and where the works exhibited are understood by those involved as not being 'typical,' 'representative' or the 'spirit of the country,' etc. etc. It is hard, if not impossible to define what is Canadian about this exhibition. 34 The majority of the artists in the exhibition were from Ontario and Quebec. Sculpture and painting were featured and each artist had several works in the exhibition.35 Different curators were responsible for writing catalogue entries on different artists. The catalogue entry for Curnoe was written by Dennis Reid, the Assistant Curator of Canadian Art, who had first noticed Curnoe's work in the mid-1960s while still a student at the University of Toronto. When Reid started working at the National Gallery in 1967, he began to actively promote Curnoe's work. The two men became friends and went on to forge a strong professional alliance. In his text for the exhibition catalogue, Reid put forth the idea that Curnoe was an artist whose idea of culture was ordinary and whose daily life was indistinguishable from his art. Reid highlighted the authenticity of Curnoe's work which, in his view, derived from its personal and experiential nature: 'He is a radical painter, who feels that art must be direct and accessible, and about the things that count; the things that really happen'. Reid wrote: 'Greg Curnoe's life is led as a creative experience. He writes, is active in politics, and plays in a band, as well as paints. This richness is expressed in his work. But, at the same time, there is no weighty "cultured" air to this' (Reid 1968: n.pag.) .
While Joanna Woods Marsden may have believed that there was nothing particularly nationalistic about the exhibition, European viewers were determined to find something identifiably 'Canadian' in the exhibition. At the opening in Paris, André Malraux, the French Minister for Cultural Affairs, art critic and astute politician, stressed the unique nature of Canadian art. He declared:
The truly positive aspect of this exhibition is that, for the first time, a Canadian exhibition -be it abstract, pop or figurative art -gives the impression that there is a common way of painting, a common form of expression, which is Canada's own. (Malraux 1968: 196) Malraux believed that the distinctive feature of Canadian art was its relationship with 'space'. Evoking Voltaire's famous aphorism that Canada was merely 'a few acres of snow', he stated: 'every one of these paintingseven the abstracts -embodies a feeling of space, of whiteness, of expanses of snow, which is unlike anything that may be found in American or French painting'. A noted orator, Malraux was caught up in the flood of his own rhetoric when he claimed: 'There is every reason to believe that we are witnessing today a phenomenon quite similar to that which occurred in Greece so long ago'. One Canadian reporter noted: 'It was a typical dazzling performance by the novelist and art critic whose speeches as a member of the de Gaulle government always mesmerise French audiences although they are not always sure what he is saying' (McKenzie 1968) . Among all the artists in the exhibition, Curnoe was singled out by curators at the Palais de Beaux-Arts in Brussels as an artist of 'authentically Canadian inspiration' (Palais de Beaux-Arts 1968).
In the late 1960s, curatorship of Curnoe alternated between Reid and Théberge, despite the fact that Reid was curating mainly in the area of historical Canadian art by this time. In 1969 Curnoe was chosen by Reid to be one of three artists representing Canada at the São Paulo X Biennial exhibition in Brazil.36 Each of the featured artists was the subject of an individual exhibition catalogue. Billed as a collaborative effort between the artist and the curator, Curnoe's catalogue was remarkable: it was deceptively simple, with relatively little text and numerous photographs. Reid continued his presentation of Curnoe as an artist whose life was indistinguishable from his art. The majority of the photographs that accompanied the Biennial text focused on the artist's immediate surroundings, his studio, his family and friends. Reid himself even appeared in one of the photographs with Curnoe's wife Sheila and son Owen. The artwork exhibited at the Biennial was not reproduced, although there were photographs of Curnoe creating the major work, View of Victoria Hospital First Series, Nos. 1-6 (August 1968 , a large-scale six-piece work that consisted of nothing but rubber-stamped text on canvas. The work was typically Curnoesque, demonstrating his interest in the mundane, the ironic, and the political. Comprised of a seemingly factual description of the view of the London hospital visible from his studio windows, Curnoe documents, fairly dispassionately, the physical particulars of the scene (from left to right, he describes what he sees as he scans over the view). Interspersed throughout, however, are a number of witty asides that call attention to the textual nature of the work, and ironically poke fun at its 'anti-art' status. The parenthetical asides demonstrate his anti-Americanism, his interest in coincidences and word play, and his fascination with marginalised or persecuted figures of Canadian history. The asides read: This is truly great art; Are you reading or just looking?; This is truly great art because it was not made by an American!; Gordon Jeffrey, meet Geoffrey Gordon; and We are really Riel. Curnoe revisited the subject of the Victoria Hospital a year later in a work that combined a Pop art rendition of the building with an accompanying descriptive text. 37 Curnoe was scheduled to attend the opening of the São Paulo X Biennial but changed his mind at the last minute when Théberge chose the Nihilist Spasm Band as Canada's musical representative at the Paris Biennale des Jeunes, an international exhibition for artists under the age of 35. 38 The band was scheduled to play four concerts in Paris, followed by a performance in London, and Théberge was dispatched to act as the group's chaperone for the trip. In addition to the seven band members and the curator, five wives accompanied the group on their trip. The selection of the band was controversial and, predictably, there were public complaints over the government's decision to spend taxpayers' money to send a 'band that does not play music, but only makes noise' to Paris (Neimers 1969) . Art critics were also unimpressed by the National Gallery's decision: the reviewer for the St. Catharine's Standard contended that it was 'a case of "pull" and knowing the right people' (Neimers 1969) .
The irony of the selection of a nihilistic group by Canada's National Gallery and the Department of External Affairs was not lost on the band members and their friends. In the Five Cents Review (a monthly magazine published by Barry Lord), the band were asked if their selection by the gallery meant that they had been 'co-opted' and were now 'official culture'.39 Hugh McIntyre quipped that they had co-opted the government of Canada (McIntyre 1969: 21) . Curnoe responded more seriously: 'At last Canada is starting to export, under a cultural label, indigenous or rooted things … like The Spasm Band …' (Curnoe 1969: 21) .
The official opening venue for the Spasm Band's Paris engagement was the basin of a drained fountain in front of the Musée Nationale d'Art Moderne, a large neo-classical structure on the bank of the Seine (see Figure 4 ). About 200 people attended the opening, among them Michel Sanouillet and Teeny Duchamp, wife of the artist Marcel Duchamp. Lunch hour crowds attracted from Faubourg St-Honoré by the commotion were somewhat bemused by the band.40 After the opening, the Spasm Band was invited to a reception at the Canadian Embassy, where they mingled uneasily with the guests. The band's casual hairstyles, turtleneck sweaters, and running shoes caused some consternation, and, in order to safeguard the eighteenth-century embassy's fine furnishings and crystal chandeliers, the ambassador's wife prohibited dancing at the event. At one point, she had to ask Archie Leach to remove his boots from the antique coffee table. The next day a reporter noted: 'champagne flowed freely, and as subtle signs that the reception was over meant nothing to the uncouth Nihilists, they had to be nudged toward the door' (France-Soir 1969; McKenzie 1969: n.pag.) . 41 While Curnoe's oppositional stance and anti-establishment behaviour was what had attracted the National Gallery to him in the first place, by the end of the decade it was becoming evident that he was being absorbed into the mainstream. The anarchistic Nihilist Spasm Band was no longer marginalised; in fact, they were embraced, for the most part, by the establishment.
Soon after the São Paulo X Biennial, Reid became curator of historical Canadian art at the National Gallery and his professional contact with Curnoe diminished. It was more than three decades before he curated another exhibition solely devoted to Curnoe. In the meantime, Théberge's friendship and working relationship with Curnoe had strengthened, and with Reid in a new role at the gallery, Théberge began to work more closely with the artist. Their activities extended beyond the confines of the National Gallery's mandate. Both men shared a strong interest in regional cultural practices and on 8 August 1972, in St-Éleuthère, Kamouraska, Quebec (Théberge's birthplace), they founded the Association for the Documentation of Neglected Aspects of Culture in Canada (ADNACC). In their bilingual manifesto, Curnoe and Théberge wrote that ADNACC's aim was 'documenting what we feel to be the innate sensibility of people in Canada and spreading knowledge about it'. The association had very populist intentions; Théberge and Curnoe claimed that:
The Association is not interested in integrating these manifestations of innate sensibility into any kind of system of 'higher' cultural values. We only want to point out the importance of these manifestations for all people in Canada and thus blur the artificial border between the 'fine' arts and culture. (Curnoe and Théberge 1974) 42 The two men also continued to work together in an official capacity. In 1976, Théberge lauded Curnoe on the international stage when he selected him to represent Canada at the Venice Biennale. In the press release for the exhibition, Théberge claimed 'the work of Greg Curnoe should be known internationally, for it shows a sense of time and place that is truly Canadian in its good natured lack of pretension'. 43 Curnoe's works at the Venice Biennale included View of Victoria Hospital, Second Series (February 10, 1969 -March 10, 1971 , along with a series of other paintings produced between 1969 and 1973 that depicted the view from each of his studio windows. Taking a methodical and mathematical approach, he painted what he saw (both inside and outside the studio) and included stamped text to explain the provenance of certain items or to add information of personal interest. The works varied in format and size, although all were mixed-media works in bright Pop art colours. The support for each work differed, depending on available materials, but all of the works included loudspeakers and customised audiotapes. They also all reiterated Curnoe's interest in the mundane, the personal, and the particular. For example, one -View from the Left Centre Window on the North Wall (23 June-21 August 1970 ) -depicts a painted window frame complete with a representation of a broken pane of glass. Through this can be seen an abstracted Pop art landscape. A menu from Mackie's restaurant in Port Stanley (one of the summer haunts of the Nihilist Party) was collaged in the centre of the painting. Stamped on a diagonal over the painting is a detailed explanation of how the window came to be broken, probably taken from a journal entry. For added verisimilitude, the audio cassette for this work consisted of several sounds recorded outside the window: crows cawing, footsteps, crickets chirping, and the sound of breaking glass can be heard. Works such as the View from the Window series did not have an obvious universal significance. Because of the extreme specificity of the references that Curnoe used, only those within his group understood them fully (those outside the group had to rely primarily on the interpretation of the artist or secondly on the opinions of curators and critics). This sense of exclusivity helped to reinforce a sense of belonging and community within Curnoe's group, while alienating those who did not belong.
The stylistic quality of the works that Théberge selected for the exhibition continued to reflect the Pop art aesthetic Curnoe had been using since the mid-1960s. By the 1970s, though, largely due to the explosion of activity in art centres like Halifax and Vancouver, Canadian artists, critics, and curators had become much more interested in conceptual, interdisciplinary, experimental, and collaborative work, engaging with what Lucy Lippard has termed 'the dematerialization of the art object' (Lippard 1968: 31) . In Halifax in the late 1960s, Garry Neill Kennedy was hired as the President of the Nova Scotia College of Art and Design and quickly turned the institution into one of the most important conceptual art centres in Canada. Vancouver artists, partially influenced by the free-wheeling art scene in San Francisco, engaged in a plethora of experimental activity (often under the influence of mind-altering drugs). 44 In light of the new directions that Canadian art was taking, Curnoe's work was seen as outdated, and his selection by the National Gallery was met with opposition. A number of people co-signed a letter to the Director complaining about the choice and calling for 'a reassessment of the procedures used in selecting the Canadian representation to the Venice Biennale'. They objected to the selection of Curnoe because they considered his work (which they said was clearly derivative of Pop art) to be passé, too personal, and irrelevant. They wrote: 'Mr. Curnoe would have been an excellent choise [sic] for the Biennale of 1964 Biennale of , but this is 1976 They also claimed that the emphasis of the Venice Biennale was on public participation and Curnoe's work was an 'extremely personal statement of a singular individual'. They concluded by stating: 'We believe that Mr. Curnoe's selection for the biennale of 1976 is an embarrassment to Canada in that it clearly defines the conservatism and irrelevance of the artistic establishment within Canada …'. 46 Curnoe was joined in Venice by his wife Sheila and Théberge for the vernissage week of the Biennale. The opening week was considered an important opportunity for 'artists to meet, talk, argue, measure themselves against the bigtime competition or show off, according to their particular natures' (Heinrich 1976: 53) . As part of the festivities, the Canadian ambassador organised a lunch for Curnoe and a number of guests at a local restaurant, and there was an opening reception in the Canadian pavilion. In spite of charming accommodation in a small hotel, and several specially organised shopping outings, the trip was not an unqualified success. In fact, Curnoe spent a large amount of time sitting in the courtyard of the pavilion painting small watercolours to stave off his boredom during the week (see Figure 5 ).
The beginning of the end
By the late 1970s, a number of critics were claiming that Curnoe's highly personal works were becoming stale. In 1978, Gary Michael Dault, a former champion of the artist, wrote a damning review of an exhibition at the Isaacs Gallery in Toronto, calling the works 'a hodge-podge of what might be referred to as "Curnoe-isms"'. Describing Curnoe as a 'dedicated regionalist who by sheer quantities of painted local imagery … managed almost single-handedly to put his hometown of London, Ont., on the art map', Dault went on to call Curnoe a 'rather simplistic nationalist'. Dault also criticised Curnoe for his steadfast devotion to the ordinary (in particular, his daily life and interests), claiming that this resulted in works that were 'boring and self-indulgent …. Insufferably, languishingly, narcissistically boring' (Dault 1978) .
Curnoe took the criticism to heart and became anxious over his future prospects. When he parted company with his long-time art dealer Av Isaacs in the late 1970s, his worry was evident. Citing the gallery's lack of sales to virtually anyone outside the National Gallery and the Canadian Art Bank, Curnoe wrote: 'What is particularly sobering to me is that when Canada Council and National Gallery support goes for me I will have virtually no market' (Curnoe, undated) .
Unfazed by shifting opinions, and undeterred by the lukewarm reception that the Venice Biennale received, Théberge was already in the midst of organising a large travelling exhibition of Curnoe's work. Greg Curnoe: Retrospective opened at the Montreal Museum of Fine Arts in 1981. 47 The exhibition comprised 169 works in a variety of media: watercolours, paintings, drawings, constructions, collages, journals, videotapes, and film, although, for various practical reasons (space and the fragility of some pieces) not all the works were shown at every venue. The pieces were assembled from a large number of sources including commercial galleries, public galleries, corporations, and collectors. The majority, however, came from Curnoe's own collection, although a number were borrowed from friends and relatives. The works provided a comprehensive view of Curnoe's entire career, from grade school to the time of the exhibition. The works were accompanied by the most extensive catalogue on Curnoe to that point.
From the outset, the exhibition was beset with scheduling problems and delays.48 These difficulties were compounded when, in 1979, Théberge resigned as Curator of Contemporary Art at the National Gallery and left to become Chief Curator at the Montreal Museum of Fine Arts (Ord 2003: 269) .49 Once the show opened, Théberge, who was originally scheduled to accompany the travelling exhibition, decided not to do so.50 A book project by Curnoe that was supposed to accompany the exhibition was also cancelled.51
When the exhibition opened in Montreal it was attended by the artist, a number of his friends, and museum officials from across Canada. The Nihilist Spasm Band performed in the museum's auditorium for around 125 people (London Evening Free Press 1981) . When the retrospective travelled to the National Gallery in June 1981, the Nihilist Spasm Band played once again at the opening. The Ottawa opening was small and select -around 90 people were invited to an afternoon reception in the Albert Street Gallery followed by cocktails and a buffet supper on the eighth floor.52 The guests came from two disparate groups -politicians and government officials, and the 'artistic' crowd (lenders, the artist and his friends, some members of the local art community). Some gallery staff were invited in the hopes that they could bridge the divide between the two groups.
By 1981 there was a marked shift in focus in the National Gallery's approach to exhibition openings. In a memo on the subject, gallery officials stated: 'we thought we'd try to create (we hope) a good interface between the artist, and the political milieu in Ottawa'.53 The reason for this was fairly simple; the National Gallery was in the midst of planning a new building for which they needed political backing and financial support. It was hoped that they could muster support from politicians and other influential individuals by inviting them to the opening. The gallery noted that this showed a trend 'away from using opening events as a reward for gallery staff who have worked on an exhibition, but rather using the event to further the gallery's cause in the political realm'.
Despite attempts by the organisers to portray it as 'hip' and exciting, the exhibition was not a success. In addition to complaints about its 'disgusting', dated, or overly personal content, some people considered the exhibition to be a waste of money in the harsh economic climate of the early 1980s. Problems were exacerbated by the fact that the retrospective's opening was delayed by three years. Curnoe had not had a major solo exhibition since the 1976 Venice Bienniale and his public profile had faded. Again, it was evident that the critics were bored with Curnoe's ordinary interpretation of culture: John Bentley Mays of the Globe and Mail wrote that the show was 'about what kinds of art you make if you are Greg Curnoe and believe that art-making is basically a continuing record of being alive in London' (Mays 1981 ). The specificity of Curnoe's work, and his frequent use of obscure references, alienated some critics: Mark Frutkin of the Ottawa Revue claimed that 'there remains no room for the viewer, he is not involved in the work, he will remain forever outside it'. Frutkin went further, to contend that Curnoe's work suffered from 'persistent self-involvement and calculated playfulness', and that it was flat 'in both technique and content' (Frutkin 1981; Nemiroff 1981: 24) .54
A good deal of bitterness followed the exhibition: Curnoe felt that the retrospective gave the false impression that he had reached the pinnacle of his creative powers, and that any work that followed would be seen as anticlimactic. He believed that a retrospective was the 'kiss of death' to an artist's career. He later told John Boyle, 'Never let them call it a retrospective. Afterward, they'll treat you like you're dead ' (qtd Milroy 2001: 93) . After the exhibition closed in November 1983, Curnoe experienced a period of severe depression. He wrote in his diary: 'I wouldn't care if I died right now'.55 The retrospective was the last major exhibition of Curnoe's work during his lifetime.
There were a number of factors responsible for the decline in Curnoe's popularity: the art world had evolved and the style and content of his work was no longer in fashion. Ironically, Curnoe, once considered one of the country's most avant-garde artists, had become mainstream and then marginalised thanks in large part to the support of the National Gallery of Canada. This was perhaps inevitable in a world that had come to rely more and more heavily on innovation and constant change. The evolving careers of key players in the art establishment also played a role in the downturn in the artist's career. Reid's professional association with Curnoe had ceased some years earlier when he moved into historical Canadian art. Théberge's move to the MMFA, a museum with a very different mandate from the National Gallery, also had a detrimental effect on his relationship with Curnoe. In addition, Théberge's career was now so well established that he no longer needed Curnoe. In fact, as the artist's work had been falling out of favour for several years by this point, the curator's career might even have been harmed by a continued association with an artist past his prime. There were other, more political, reasons for Curnoe's declining career. The surge of Anglo-Canadian cultural nationalism that surrounded Canada's centennial year had subsided, and the need to showcase artists like Curnoe as evidence of a unique cultural identity had waned. While Curnoe had been celebrated as an artist whose work was promoted as uniquely 'Canadian' during the 1960s and 1970s, his art was no longer seen as relevant to the nation-building project. It should also be noted that, by the early 1980s, Canada was in the midst of an economic recession, which had a predictably negative impact on funding for the arts. No single factor was responsible for the decline of his once-illustrious career, instead, it was a combination of factors.
Ultimately, Curnoe's dedication to authenticity, and his staunch devotion to the personal and the particular, could not compete with the vagaries of the art world and the changing historical, political, and social climate in Canada in the early 1980s.
Notes
1 Prior to Bogg's hiring, the National Gallery was criticised for not engaging with contemporary Canadian artists. National buying exhibitions were the only vehicle the National Gallery of Canada had to purchase contemporary works, and they were mostly selected by critics and artists from Britain or the United States. For an analysis of the National Gallery's collecting and exhibition policies before Boggs became the director, see Nathalie Limbos-Bomberg's Master's thesis, 'The Ideal and the Pragmatic: The National Gallery of Canada's Biennial Exhibitions of Canadian Art, 1953 -68' (Ottawa: Carleton University, 2000 . 2 Canada was not unique in this respect; as Andrew Milner and Jeff Browitt note. In the post-Second World War period, most western governments 'tended to regard cultural policy of one kind or another as a necessary, albeit often relatively minor, contribution to the maintenance of "national identity"' (Milner and Browitt 2002: 210) . 3 Fellow historian J.M.S. Careless eagerly took up the idea of regionalism. Pointing out that previous studies of nation building had developed a 'teleological cast', he claimed that, as Canadians conceived of people as groups and communities more than Americans did, 'the social patterning of Canada particularly tend[ed] to favour regional commitment' (Careless 1969: 2, 4) . Careless believed that 'Canadianism' would be found in this regional commitment. 4 It is interesting that Frye dismissed cultural nationalism as an 'empty gesture', whereas authors like John Hutchinson (Cultural Nationalism) claim that artists, poets, and intellectuals are among the most important figures in cultural nationalism. 5 In a retrospective essay, Christopher Dewdney evoked Jung's theories of archetypes and the collective unconscious to suggest there had been something inherent or essential in London's environment that stimulated original cultural creativity (Dewdney 1984: 9) . 6 In 1963, Williams proposed four definitions of culture: 'an individual state of mind; the state of intellectual development of a whole society; the arts; and, the whole way of life of a group of people' (Williams 1963: 16) . Over the next two decades, he evaluated and re-evaluated his definitions of culture. In 1976, he eliminated 'an individual state of mind' and focused on the latter three definitions. By 1981, Williams had combined the first three of his original definitions into one general definition of culture, and contrasted them with the fourth definition, which he gave a more specifically anthropological meaning. Williams pointed out that the variations in meaning and perceptions of culture were inevitable, because they 'necessarily involve alternative views of the activities, relationships and processes which this complex word indicates' (Williams 1976: 81 London on the map. I had never heard it spoken of as a centre of creativity and knew only that it was the birthplace of Paul Peel …'. 15 Théberge had visited Guido Molinari's studio for a university assignment. 16 The exhibition of almost 400 works was curated by two men: R.H. Hubbard, Chief
Curator of the National Gallery, was responsible for the selection of works until 1950 while Jean-René Ostiguy, Curator of Canadian Art, chose from 1950 onwards. 17 A comprehensive exhibition catalogue was produced and a set of study reproductions and postcards was approved for sale at the gallery. After the exhibition was over, the National Gallery of Canada decided to produce educational sets of slides of works of Canadian art from the exhibition and wrote to the participating artists requesting their permission to allow their works to be used (without offering to pay any sort of fee for doing so). The National Gallery's presumption that artists would be glad to give the reproduction rights of their works for free sparked an enormous controversy with Jack Chambers that led to the eventual foundation of Canadian Artists' Representation (CAR 
